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Is there anything that makes us more stressed-out than dealing with our money?
As artists, we are driven by passion and purpose. We have a vision for how the world should be and are unafraid of deep, complex questions and challenging the status quo. We tackle ethically and politically provocative topics with fervour. Yet, for most of us, the idea of talking about money makes us run screaming from the room. We reason ourselves away from facing diffi cult fi nancial decisions or avoid the conversation altogether, paralyzed by the all-encompassing tension.
Th is is our biological programming. Recent studies of our brain on money-a.k.a. behavioural economics-have revealed that the systems that engage with fi nancial decisions are far more complicated than originally believed. Th e part of our brain that responds to spending is the same part that kicks in when confronted by an angry grizzly bear (Kahneman) . Facing a pile of receipts at tax time invokes the same fi ght-or-fl ight response that protects us from predators. Th is prehistoric part of our brain is our autopilot-and it still drives most of our choices based on instinctual, emotional, and memory-based assumptions. We want to quickly repeat our past actions based on our habitualized beliefs and move on. Being intuitive feels good-we enjoy charging through our day relying on our instinctual systems-so we rarely use the reason and consideration necessary to achieve diffi cult goals or process new information when confronted by a new choice. Although our rational mind tells us that we must logically consider our exposure to risk, we typically do exactly the opposite.
If the general population responds emotionally to fi nancial issues, imagine how artists-individuals whose careers are based on their sensitivity-might handle personal fi nance. Th ere is a paradox.
We strive to create value in our communities, and we measure that value in a multitude of ways. We're the fi rst to off er creative experiences without economic barriers to participants, as well provide services in-kind. Many of us love the community-building implications of collaborating and contributing, as well as subverting the inequalities created by capitalism's extremes. Attaching dollars and cents to art, creativity, and community is problematic, nuanced, and diffi cult.
Th e arts sector has long been populated by a precarious workforce, cobbling together short contracts and part-time gigs. Practitioners face the considerable challenge of balancing time for artistic practice and meeting fi nancial needs. Wages for creative sector workers are sobering. According to the 2010 "Status of the Artist in Canada" report:
Th e average annual income for artists overall is $23,500, or 26 percent lower than the average earnings for the labour force as a whole, despite the fact that over 40 percent of artists have completed university degrees, certifi cates or diplomas, compared with 22 percent for the overall labour force. (Neil 3) Artists and creative workers are remarkably effi cient and resourceful, delivering phenomenal work on the leanest of budgets. ctr 167 summer 2016
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But what is less clear are the specifi cs of what an individual artist or arts worker must do outside of paid hours to keep their lives, their creative practice, and in turn, the sector, afl oat, especially as it becomes harder and harder to secure paid artistic work.
Th is is the crisis facing many in the creative sector: as wages stagnate, our artistic work can only be completed through the personal investment of unpaid hours. Th is is coupled with the irony that most arts workers must use that same fi nite number of hours earning money from non-artistic revenue sources to support their artistic practice in the fi rst place. It's a brutal cycle.
How many hours are invested preparing and attending auditions, week after week in an actor's year? What about bringing a creative project far enough along that it can be entered into festivals, receive a grant, or programmed in a season? Or the festivals where every member of the team, even if the show is a hit, only receives a fragment of pay? And attending performances and workshops, engaging with the work of others, providing feedback, and funding the creations of peers? And the expectation of investing personal cash in everyone else's artistic projects through the purchase of tickets or crowdsourcing campaigns? Th ere is unquestionable pressure to have an abundance of time and money to support these mechanisms and to produce countless hours of work on spec.
Many of us are complicit in these current systems. Each time we serve on a jury and award a grant to a project knowing that the playwright, director, and producer will not be paid for all their hours of work, we further entrench the practice. We desire to make these lean resources stretch farther-so we award each artist a slightly smaller piece of the pie and, as a result, render the profession slightly less sustainable to each of them. We also face increasing pressure to secure private support and to "enterprise" practice to make up for these revenues-but this hustle, again, requires more and more hours without remuneration.
In an era of naming honours over theatre doors, sponsor recognition receptions, and playbills covered in logos, we are quick to acknowledge the broader community's contributions to the arts. Yet we don't as boldly and publicly herald the true angel investors in the creative sector: the arts workers that make these contributions day after day, hour after hour, out of love and need, to support the practices required to keep our industry going.
Our professional systems are fraught with processes that strip artists of control over our employment and leave us vulnerable to the decisions of others. With the fi nite number of roles, grants, jobs, and season slots, artists and arts workers have very little agency in the stability of our artistic incomes. Creating resources to cushion unexpected emergencies-and saving for when old age makes working diffi cult or impossible-becomes much harder when you don't see the same paycheque week to week. Home ownership has become out of reach for most artists in cities like Toronto and Vancouver, and rental costs continue to increase. Many artists are moving outside our main industry centres for better aff ordability-but with that comes additional transportation costs and the greater use of valuable time-resources to travel to the work. Th e fi nancial choices faced by artists today have so many complexities, options, and trade-off s, it's easy to get overwhelmed and discouraged-and live with the stress in secrecy and isolation.
It's almost impossible to meet life's needs on lean artistic wages. Th at is, it's almost impossible if you do not have access to outside resources. Th is is the inherent inequality within our artistic profession.
When most of us think back to our friends from theatre school, we realize how many have left their artistic work. Th e primary, if not only, reason an artist leaves their creative practice is due to personal fi nancial challenges.
We must take steps to help artists create long-term fi nancial strategies and resource planning to sustain creative and risk-taking capacities for those who wish to work in this industry. Now more than ever, the arts sector needs to develop and champion models that empower artists to create workable strategies for their lives so Statistics Canada confi rms the "GDP of culture industries was $53.2 billion in 2010, contributing 3.4 per cent to Canada's total GDP. Of which culture products accounted for $40.7 billion." Yet many individual artists are living on poverty-level wages (Hill and Capriotti 5) .
If a simple hourly value-even minimum wage-was ascribed to all the time invested by individuals in Canada's creative industries, in labour that supports our professional sector-how much would that be on an annual basis? Millions of dollars of individual economic subsidy? Billions? Th ere's a joke that it's the same $5 passed around from artist to artist-what's earned is spent on the next ticket or given as a donation to another artistic project-maybe we should actually try to add this up? that anyone with the talent and the drive can have access to this career and stay in it for their lifetime.
children. Many freelancers do not have access to parental leave, and most daycares require full-time commitment to hold a spot. Short contracts with six-day weeks and evening performances make it incredibly challenging without resource-rich family or friends to rely on. Th e specifi cs of the childcare challenge and emerging responses reveal an opportunity for artists to participate in creating innovative models and solutions. In response to a recent actor baby boom, hundreds of artists trade supplies and barter babysitting services via a private Facebook group.
Th ere are admirable precedents for artists creating successful business or not-for-profi t organizations to provide fi nancial relief (as well as employment opportunities) for artists and arts workers. Th e Performing Arts Lodge (retirement care), the AFC (emergency fi nancial help), the Artists' Health Alliance (health services and education), the Dancer Transition Resource Centre (career supports), and Artscape (aff ordable living and work space) are all examples of innovative organizations that provide targeted assistance to personal challenges faced by individuals in the creative industry. Th e Creative Arts Savings and Credit Union, chartered in 2008 by ACTRA members, addresses the systemic barriers artists face trying to secure mortgages as freelance workers.
As new models for careers in the arts evolve, we will need to question our expectations of what it means to be a successful artist. We are quick to ask, "What are you working on now?", emphasizing upcoming artistic work as a primary refl ection of our identity. Th is perception is reinforced on social media. We inevitably focus on the quantity of time as the primary measure of In Culture Crash: Th e Killing of the Creative Class , Scott Timberg deftly outlines how artists are faced with the increasingly diffi cult predicament of how to fi nd the right job to sustain an artistic practice, noting that many options of the past-bookstores, record stores, journalism, commercial music, tenured teaching-are now virtually nonexistent. Yet fi nding a complimentary path for steady income is more and more essential to sustaining an artistic career.
Potential exists for creative solutions to the challenges that plague a life in the arts. For example, consider childcare: long linked to gender equity, income inequality, and job access, childcare is a critical requirement if artists and creative families are to continue working on artistic projects while caring for young Artscape Triangle Lofts, located in the Queen West area of Toronto, is a condominium development that provides work and living space for artists.
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Risk and Resilience | FEATURES success. For some artists, it is possible to spend a year in concurrent creative pursuits. Having back-to-back-to-back gigs certainly has the advantages of keeping specifi c muscles tuned up, but if all those gigs are with institutions with limited opportunity for risk because of their own fi nancial pressures, perhaps there's a better alternative-selective but phenomenal projects of passion with artistic freedom, made possible by supplemental, sustainable work.
If we are to attract and retain a diverse fi eld of arts professionals in today's paradigm, and continue to off er unliveable creative wages, it's important that we de-stigmatize work outside of one's primary artistic practice. It's time to recognize additional work as a legitimate and necessary fi nancial supplement to the pursuit of risky, non-commercial creative projects.
We should celebrate how artists are able to leverage diverse skills and interests, as well as their ability to channel creativity into our society. We could be learning and teaching how to bring creative processes and skills to a wider range of sectors. Instead, we are often caught dismissing this non-arts work. With monikers like "joe jobs," we are forgetting that participating in the world-observing and grappling with the challenges people face day-to-day-is an essential part of the artistic process. We hold up an icon of the singular artist, free from material pressures, and infl ict that standard on the next generation as a benchmark of being a successful artist.
we can set our emerging artists up for success over the life and career they are more likely to have and continue to ensure that people can live as artists. And we can fi gure out great models and support for employing our creative skills in sustainable and meaningful ways.
Th ere is an advocacy opportunity in having a more transparent mapping of all of the industries artists also work within. We need to admit that artists are not an isolated segment of society; they are the hospitality, education, transportation, information, government, and manufacturing workers as well. An investment in the arts is not just for the cocktail-party elites-we are part of a far more complex and integrated tapestry of Canada.
It's a trope that being in the arts takes sacrifi ce, that artists are "starving," that no one has pursued the career in the arts for the money. No one is expecting "Freedom 55." But it now requires far more personal resources than ever to stay in the sector and to realize even moderately risky artistic projects.
If we are to develop the resilience of the people in our field, and to thrive in the reality of the performing arts profession, we need to consider how individuals really "make things work" in their lives and in their finances. As the rest of the workforce is becoming more similar to the creative sector and as we create resources and practices to help artists thrive, we can also extend these ideas and practices to help entrepreneurs, contract workers, and others juggling multiple types of employment.
Immensely resourceful and inventive, artists are poised to lead and devise the new systems and solutions to living a vibrant and creative life.
